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“Touching Pictures: a conversation with Jean Perrat 


Jean Perel. Whan | google his name a Swiss watch-making frm 
(what else?) arves at jeanperretcom, located in his home city of 
‘Geneva, no lass. Their moto might be his own: The symbol of time 
‘rapped in tachnalogy. But the tach ho is concemed wit tums out to 
bs his own body, made and remade inthe digital evolution, swarmed 
and. stuffed to ‘overflowing with pictures he carit seam to stop 
watching. Why does he need so many pictures? Jean is one of afew 
Select professionals who spend thor Ives racing across the globe, 
Insatiable in thei quest fr naw movies. As the diector ofthe Visions 
du Reol Festival in Nyon, an annual springtime gathering of 
documentary professionals oumalists, dealmakers, atsts and 
producers) he is forever condemned to atculang the time of the 
festivals week-long encounters. Somehow he has managed to spare 
himself the shiny armour ofthe professional. Instead, he is sil the 
Joving amateur, throwing his arms around movies which hut him, not 
to mention efit makers who craw blood and tear. He finds in 
‘each encounter a way to keep his blurry, tooast life trom carrying 
him sway, and instead slows tese single awful moments fo entot 
him a that he can remain human. The templation to become the kind 
‘of monster that usually runs organizations (some are monstars of 
politeness, or work, while most are warmed by mora traditional forms 
Of greed)’ must be overwhelming. He is nol on the top of the 
‘mountain, forever pronouncing, bending lesser wils toward his 
prodigious inlet. nstoad, he always has an ear open, atleast fora 
‘moment, uni he has fo rush off othe airport again. There is another 
‘mystery waiting to be revealed, or even batter, to be pointed at and 
‘maintained, in another part of the world, and he wal be there too, 
‘pening, always opening, though he knows batter than any of us the 
cast of these openings. 


‘These cislogues were gathered over the past years, sometimes in 
dally morning hotel vgis, or through intermittent correspondence, ot 
by cut and pasting texts iially aimed in other directions. Joan 
speaks about the Tour major tenets of the documentary, the three 
(feat as of globalized macia, and the importance of being tired. He 
‘San elusive and generous correspondent, and while I wish (his 
‘volume were many times longer. | am grateful for each word, which 
thas Been lived before is release, and which emerges, a the eager 
wil discover soon enough, in explosive bursts which cut tothe very 
heart of the matter before ha retreats again beneath his Swiss 
‘exteriors and his next appointment, Its always time. 


Mike: You never use tha ward “documentary” — or only to name 
Something which has passed, which might have it up seraens 
‘once upon a time, but rot any longer. Instead, you propose a ew 
term, the “crema du ree What do thase new words mean? And 
Why, as the director of what most people would call "a 
‘documantary fim festival” in Switzeriand, have you chosen to 
leave the D word behind, and callect your pictures Inside this new 
alphabetic frame? 


Jean: The cinema du rea, n its many variations, must encounter 
lffleuties in freeing self trom tha normative melon of the 
felevision industry. Yet this independent cinema dows prove 
capable of providing us with thing accounts, arresting 
testimonies, stimulating visions, poetic wamings, committed 
pons of viaw on ourselves and on others. These fims start out 
‘hot Knowing thir audience, and hence address it wih even 
‘greater ambtion and higher expectations. Cansequenty they are 
Indeed able to break away from the aucovisual mainstream, to 
pay along diferent nes, developing their own pace. They dare to 
waste’ tie, claiming i back fem the chinks and eracks left by 
the frantic, ubiquitous statogies of globalized communication 
\Whera audio-visual communication reveals its vacuousness, roal- 
ffs reflact the profusion and inexhaustalty of their subject 
atten 


"Really is the icon” (Meister Eckhart) 


‘Coma back from Locamo, where toa many fims ara part of an 
Lunnteresting disorder. ifs pretty difficult to organize a disorder 
which makes sense, giving pleasure fo be lost and to find some 
fragments of @path trough the world af signs and ilusions. 


Jean: Cinama du reel remains the open-air laboratory it has always 
bbeen, ane in which cinema is constant Bing eeinvented-‘rom the 
‘experimental fim to the large-scale investgabon, trom the sof 
‘portato tha porta, fom the unsteady image made by a handheld 
‘camera fo the perfectly ramed static shot, from the fragment to the 
‘Sequential take, from the sf othe other in not oo hasty transitions, 
‘llawing forthe thorough examination raquted by tha complexity of 
{tue stoves experienced by common people trom all walks fife. 


"A true encountar, itself something fragile, in turn makes us fragile 
because we do not know where i wil lake Us. My fims are attempts 
at encounters” (Nicolas Phiber) 


Visions du Reel, Nyon’ international fim festival, aims to be a place 
for encounters as well a for dissemination, We aim to raise our 
voice to speak not about cinema but from within, tough the fms 
that have imposed our attention, achoing the may alher voces ising 
fn murmurs and in eres from the mulitude of narratives, 
Preconceived notions must giva way to new insights: thera must be 
room for bath soltude and company, peaks and luls, moments of 
silence and an invigorating ci. 


[A search for the words to express a state of both communicative 
‘exullation and brooding meditation with respect to these ims which 
‘enable us to keep looking ina tha cstanee wth unwavering curosiy 
‘and wonder. 


“tn our cultural interactions we must accept that to some extent our 
if stories remain indecipherable, our ferences iraconciable, that 
inthe damage we suffer as well asin that which wa inf there must 
bbe something ireparabla" (Paul Ricoeur) 


What is intersting i not informed journalism describing situations in 
the word, but to show a diversity of feaings and stories, the 
connects between memory and our prasent ie. 


We are currently witnessing a technological revolution owing to 
the recording of images on smal, handy digtal video cameras. 
‘This revolution bulds on technological developments that have 
Jed to an unheard-of ease of camera handling, sensiviy to the 
Jowost of lighis, and. computer programmes that enable 
Immediate fim processing. Tha most important factor, however, I 
feconomic. The said tools are afordabla even to those of slender 
financial means. and no monopoly (poliical national or 
commercial) can pravent access fo these tools On the contrary, 
the globalized, capitalist aucioveual market is ensuring that thay 
‘become ever more affordable by the greatest possible rumber af 
consumers. Fm production has been radically transformed, in 
‘many ways simplifed, and so made accassible toa large number 
‘of people who’ previously would hardly have ereamed of making 
afm 


For over ten years, now, the younger generations have been 
seizing on constantly developing audiovisual. technology to put 
forward their pictures, their stories, ther points of view. There can 
bbe no doubt that without this dita ravoluton, a considerable 
‘numberof representative works would never have seen the ight 
‘fay. Worth mentoning in particular isthe dawn ofa fresh wave 
‘of digital film makers from China, who ara giving the worl 
Unexpected narratives of their lives and their country. Digital 
Video simply removes @ lot of bares between the wish to 
‘express oneself in images and the possibilty of doing £0. It is 
about me-fims, an approach which places. the authors 
themselves al the centre ofthe process, a centre from where thay 
lay claim to and queston their own identity as well as their 
rlatonships wth the outer world. We are convinced that the 
‘expression of their individuality is a privileged mode of access to 
{heir vision ofthe world, which in turn opens a window for us 10 
the collective mentally of tha society they come from, With the 
media distorting our perception by endlassly harping on the 
Virtuas of a world tuming into a global vilage thanks to the 
Conslant Row of goods, services. people and communication, the 
voice of each “smal. independent fm based on the perception 
ff an individuals a precious orm of resistance. Each one is 3 
‘representation of unigue human experiance which enriches our 
Understanding of @ partiular eullure By depicting some of ks 
fascinating complexity 


Four Steps 


Jean: There are four things | look for whenever | watch a fim. The 
{est step inthe cinema whichis important fr me is the gesture. What 
Ss the fist gesture of making cinema? it's ike Peter Matt's hand in 
“aif, you soe his hand caressing a wall which is lving by ight and 
shadows and darkness. This is an expression of the fst gosture of 
fimmaking! to establish a relation withthe word. To touch, To get 
‘along. You touch the concrete world wih the camera hand. This 
hand is nt ina tlation of confontation or provocation, i receives 
the ward. is an open-herted hand, Ta organiza your hand holding 
the camera, ta make your eyes avaiable lo receive what is going on 
around you 


‘The second step of cinema du réel sto look for strong frames and 
shots, beore eding, before any storied ariculation with scanes and 
Sequences. Take, for instance, the frst shot of Russian flmmaker 
Sergei Dvortsevoy’s Bread Day. Ifs 12 minutes long, showing a train 
‘wagon ful of bread bound for a smal vilage north of St. Petersburg 
Because the ralway tracks are too weak to hold the locomotive, 
vilagers have to push this wagon. Its wintertime, and the wagon Is 
heavy and they have to push for along ta. In 12 minutes you nave 
2 universe — so. many imprassions, feelings and emetions — 
because the fmmaker risks areal shot a trang fram. | believe ina 
song commimant in terms of images In ore to find our wn roots 
in'stones told by flmmakers, need to find myself in pcturos which 
Cary a specie weight. The shot could be just fen seconds, is not 3 
{question of longth, mm not an ayatollah of plus sequence. But | think 
that ifs important for spactators to find reas in each single shot 
before being involved inthe story's construction. To take time fr the 
ambiguity of mic bods 


Mike, in your fms, you take out af the magma of pictures we live ina 
few pictures, sometimes just a fow frames, to begin total our story 
‘again, And yours. Whenever you look you are confonted with ll the 
Plctures you know. The world as It presents itself fs already part of 
{his culture of mages we're ving in. So even i youre working with 
sometimes vary short shot, ihe fame and its ediing provides naw 
ariculatons of pictures. You grant us a feeling that i's possible to 
See in other ways — not only the world but images of the word 
Short shots can also give this feeling of making rats. 


When youre sang in the sea you need matkers to show where 
dangor and home ar. 


“The third point isthe depth ofthe pictures. If you bring attention to 
gestures and shots, you are interested in the depth af each frame. 
‘Yervent Giankian and Angala Rice! Lucchi work with found footage 
from archives. Their frst lask is to restora the piture, to grant a 
‘ow life. Than they work into the depth of each frame in order to tll 
‘ow stories with old pictures. These new stories are related politically 
{a our ime now, and concam the main themes of humanity 
‘alonilzation, war and vielenea, What is intresting in this work fs 
that they look inside each frame fo find elements you couldnt see 
‘normally They rftame and enlighten details from the orginal ames 
{a show what might be called an amnasia of pictures. They use slow 
‘ation fo sa batter, The speed of reproduction has a specie valve 
‘This slowing allows us to arive, for itance, at the long ine of 
prisoners walking from one place to another. Each prisoner, each 
face, has 1 be seen, They give us ime enough to see. 


Giankian and Lucehi also add colours, like in slant movies, tones 
‘and tints which overlay the original black and white material which 
fare up lo each spectator to inlerret. Colour lends a dramatic 
‘atmosphere, a surounding, removing the pictures from a naturalistic 
‘eval 


‘They also risk the repetition of shots. With a thity second shot thay 
can make a sequence of five minutes, replaying small details inside 
the frame. In the depths of a fragment they can find new stories, 
‘once unknown and forgotten, Thi depth fe one of chema's man 
Commitments in terms of politics and poetics. 


Fims are made to show death on its way. t's important not to forget 
the phantoms we're living with. Cinema is a way of not forgting. 
Everyone in fim is already older or dead by the time we see them. 
Ite the work of crema ta reming us ofthees parsons, their faces and 
voices. Cinema is an epiphany a revelation of spt, inthe simple act 
(of showing itinsists: this person in this frame has boen here. fs not 
' question of information, but the possibilty for spectators to ative at 
this face this body. in what it has been, and in what we can imagine 
for ourseives. How to impor those poopie in our own life? Cinema is 
2 way to lear wih dead people. That's why I couldn lve without 
pictures 


Gianikian and Lucchi made a fim based on pornographic fms they 
collactad. They present datas of bodies fucking, Inthe bagining its 
funny, you laugh, but by the end you see once again the main 


thames of humanity: the way to dominate, to hur, to have fantasies 
‘of sensualty and death, In a few minutes with these found footage 
fms they show all that, its amazing, and of course ts presented 
‘wihout explanation or voice-over, tha usual crap of dacumentary. 


‘The fourth slap isto put all these fragments into a story which is not 
easy in cinema du reel. Stories have their own rooms. There are 
keys to. davelop dramaturgy inthe classical erature of the 
nineteenth century. But in cinema du rée its quite complex because 
fn the ona hand filmmakers have to all ther stores using rules © 
‘maintain a strong structure, while on the other hand they need! to 
“respect the real situations” 


tn many documentaries, you see how real situations are not taken 
serausly by the filmmaker More attenon s given to tha story, rather 
than having the real situation in az spit and chess. Many 
‘documentary fms work against realy. Its sturbing In nema 
rel, flmmakers don' trust expressions of the real enough. often 
because they have no song ideas about fames, depth and 
{gestues. They dont believe in what they're fiming, sof course they 
Sonit pay attention tothe real situation. The art of cinema isto tell 
stories inspired by the "spint of moments fied by camera” Not the 
Contrary. Lat me give as an example the last fim by Johan van dar 
Keuken 


He knows he has cancer which he can't escape. He wants to travel 
wi his wit, who has been a sound engineer for most of his fms, in 


lordar to make a last journey and enjy the word. We ara ina film 
‘ypical for these times. an fm, where the filmmaker speaks about 
himsel. But because of his talent and generosity, van der Keuken is 
receptive tothe siuations, landscapes, and faces he meats on this 
Joumay- Ho's interasted in himself and others, and this ariculaton is 
big try. Many fims ara connected only vith themecives, video 
has made possible a proliferation ofthese sesh narcissistic movies 
land mast are crap. When Van der Keuken tavals he confonts is 
ness and atthe Same time remains open tothe world. The story of 
{he fm is how he's able to receive what's going an around ti, 


He's walking 2 path up on the mountain, fiming himself, Ho's 
breathing heavily, he has strength to walk although he's fred. you 
feat # body in action. At the end ofthis pa he comes to anew and 
Unexpected place. There's a small bush and in the mide a tong 
wooden penis, ike atrophy on a church alta. In a single shot be 
Ciscovers with us, without words or explanations, th. beautiful 
‘wooden male sex. His simple wish to look, to receive this in his fm 
thief startling in enema ou reo Now i's up to the spectators to 
‘make an inlrprtation, how fo understand what i given by chance. 
This il person looking at a symbol of ferily and sexually, I's a 
noe story in a few shots. As flmmakers you need to receive things 
By chance, you need to provoka chance, not only to have @ good 
Script, but to step ino your dally life, and the persons youre ting 
twin order to discover 


Human Rights 


Jean: Why do we need these pictures? Its a question of my own 
‘entity, to know mysel better, to be committed with other people. to 
‘share and communicate. To be open. Cinema du réel is a way lo 
Understand how profoundly ailerentothors are. hate this idea of 
Global village where everyone can understand each other without 
Broblams. ifs 3 le. Cinema du eéel shows the beauty of diference, 
how it's fundamentally impossible to reduce the distance between 
se and another. To establish and invent the right distance between 
the filmmaker and the olhers is a question of morals and ethics and 
aesthaties. Now we ae living in a end of human rights festivals, but 
‘every fi du reli a fm working for human rights, infact, its a way 
{o understand the other as completaly cliferent rom you and at same 
time insist that they are your sister or neighbour. 


| was invited on a TV show to speak about Michael Moore's 9-11 
because the moderator knew | didnt lke the film, By way of 
provocation | said that Moore is working against human rights. Why? 
Because Michael Moore is eling a story with no interest inthe real 
‘Situation hes facing. The logic of his slor is more important than the 
facts, xcept in wo inslancas. He's nt giving any time or distance to 
the spectator ta find our own point of view, ta think, fo have our own 
‘emotons and fo dream, insioad he invites us to fit directly on the 
‘ose of his fm. He's just giving opportunites te laugh against, which 

‘the easiest thing fo do. Everyone knows he's onthe good side and 
‘ele onside with him. i's tha good guys against he bad, and this 1 
stupid 


It you tose any opportunity to laugh, 10 dream, this is a problem, 
“Though sometimes fms are made sa we can sleep lite bi 


Cinema du éel opens towards the beauty and complexty of fe and 
Fistory, and of the uiopias we need to lve. Celebrating diversiy 
Around us the cinema business tries 10 explain the World by 
Ssmmpliying. and banalzing it. To tell 2 story in this field, 10 
‘acknowledge complex, instead of reducing i, fo acknowledge the 
Urgency ofthe situation and only then to begin praducing the story 
fo give us back our time, as spectators, to grant us the luxury of 
‘memory and faces, his isthe task of cinema du rél 


Tele-Vision 


Jean | think cinema on TV is an experience of a lost pleasure, and 
you can find pleasure in feling a lost pleasure. Television is the 
Systematic repatiion of @ frustration. lt shows you what ent here 
‘anymare. Though along with DVDs, i alows access to some fms. 
Rocently, | bought DVDs by Ozu and Naruse, two Japanese 
fimmakers | love, and old lack-and-whites from Bergman and 
Cassavetes and Satyajt Ray. I can buy a disc and watch it on 
television and enjoy the film because Ive seen it bofora in a real 
cinema situation 


Because of the memory of what you experianced before, you will 
have a sublle pleasure of perversion, sosing this fantastic hig im on 
{small screen, Ifyou havent seen i before you have the ability 12 
imagine it in a real cinema, with light coming from behind you. In 
television the ight is coming infront of you, i's not the same thing. 
Inthe cinema you ae invited to move your body in te movernent of 
light towards the screen. Because you" siting in the dark. the 
cinema invites you fo project yoursalf onthe screen. You move back 
‘and forth, we know this from Brecht. Freud alsa wrote about this in 
land out fo be near and to find distance again. The cinema ie 2 
tremendous fort and da experience. Looking ata fim in theatre is 
exhausting because youre projeciad as an interested observer, 
Wil on television youre crushed onto the seroen 


When 1 was younger! watched television on Sundays. Afrwards 1 
usually felt depressed and lonely. | was looking but had tis feeling 
Cf not seeing anything. | had shared nothing. Earier | often went to 
the enema By myssl and lek screenings with a dalicious loneliness 
which related to tha world. Sometimes I was excited enough to tale 
‘bout the fm fo someone | cid’ know, Loneliness in rant of TVs 
Volant and painful, while loneliness in cinema is a very subtle and 
fragile pleasure. 


Youssef Ishaghpour: You talk about cinema not being preserved 
{rom time but preserving time (M Blancho), you tak about tying in 
{your work fo tune your ear fo time But alsa to gait expression, and 
ow contrast that with he totalitarianism of the present, the 
Organization of a unified time whose task isto abolish time. lan i 
{at very disappearance of time, which could be said to be an effect 
(of ‘real time" information technology and the generalized circulation 
‘of image-communications-merchandise through the television screen 
‘and iis ephemera that estoy. the present by obscuring I 
Ccntinuously tas if occurs? Iso i that urgency af he present. th 
isappearance of time and aven the hopelessness i engenders, that 
falso determined the existence af Histores du Cinema as 3 mémoira 
Of the cinema and the century. a memoir of time inside tine? 
Proceeding fom the urgency of the present to 2 salvaging of the 
past ssems to me one of the sinlantias between your fim and what 
Walter Benjamin hoped to achieve in his book Pans, capiale du 
Xike.sicle. what has to be saved in saved now, Benjamin s' 
it may vanish forever. and that's how your fim relates to cinema 
"Cinema" by Youssef Ishaghpour and Jean-Luc Godard, vanslated 
by John Howe Now York: Berg Publishers, 2005, 


In today’s stuation we are met with a globalization of audio visual 
‘communications. We lve In a word wide circulation of information, 
‘committed by big business, In this fow you cant find pictures any 
‘more, thats the problem. Wate ving in the three main tes 
‘ontiuly of information, a be collected simultaneously tothe event, 
{and in peoximiy to it We ae told we are near. The obscene moment 
of these three lis together was 9-11. Everyone has seen, atthe 
‘Same moment, the crash ofthe plane. its a big orgasm of the news, 
but you can iook at these pictures a hundred times and never 
Understand what is going on. I's @ le because you dont get tothe 
point. as spectators you dont understand, there's no space for your 
Feligance. You cant find your roots, so ifs the beginning of a 
‘allacive fantastic amnesia. 


‘Compete television is committe to covering things happening an 
people's doorsteps. lis images purport to remove any dlslance 
between themselves and the people close to the subject. t appears 
to listening tke a goad friend, a passionate soul mate. Above allt 
seme to agadk fhe ext language an ix poirtofview mlings 
into an ideal wansparency. This sometimes arrives under the guise of 
interactivity, which misioads viewers ino believing they are in contol 
ofthe program. 


tt searches out immediacy and action, something TV channels thrive 
fon and which confers legtimacy on the substantial technical and 
financial resources it requires. The quintessential ambiton isto get 
fon the spot in real time. When pictures Met with deathat-work, 
violence and mourning — the emotional charge is ten ies greater. 
This i why TV images revel In day-to-day violence, the fal ofthe 
luxury towers of its magalopolises andthe growth of poverty-sticken 
shaniylowns. 


‘The audiovisual fxs this endlass outpouring of images and sound, 
‘hase information supemighways whose ambition is to explain the 
World, reduced to a global vilage whose entre meaning they are 
Suppssed io exhaust. The mechanisms of these colossal les and the 
flimsiness of the messages they camty of necessity require ther 
Continual iquefacton in the oean of opaciy that substtutes for 
knowledge and ratlecton. 


What is really stking is that this fx results in the gradual 
isappearance, on a vast scala, ofthe notion ofthe shot The shot is 
tha prime element capable of construcing knowledge and 
aticulaing meaning. Presupposing a recognized point of view, this 
futtng in space and time defines the intial gesture. I provides the 
basi for an suovisual cultures The shot is an araitrary fragment 
and is defined by is ably to think in innovative and meaningful 
Sesthatic and narrative terms is relationship fo the Waris. This i 
‘wnat realty cinama has to ole, the ably to take shots of ways of 
lf, its unfathomable conficts and indoserbably eautes. The shot 
cals for acting. the bith ofthe narrative, the baginning of the sory, 
leven i disjaintad or reciced to scattered fragments, 


Jean: The least that can be said ie that ux dominates our 
Understanding of everyday life, the wide word, is stores from the 
‘past and its currant affairs. The audiovisual as formatted by television 
onslanly seeks legitimacy forts three major phantasms, is three 
‘great paradigmatic images: prximiy, immediacy and continu. 


‘The fux wipes out images and the shots that produce them. This is 
where realy cinema parts company with contemporary visual art, 
\which offen has trouble ming “or rea” Inthe spectacular inflation of 
Video screens in contemporary art where animated images are the 

angot but note how casualy the images are produced 
Badly fimed. Sloppy edited or not ected at ll All that of course, but 
jako a reflection of the culture of the cinematographic and 
videographic image, oftheir history and techniques. Cameras that are 
Chllshly simple to operate do not automatically enable space and 
time tobe cut up in seeming ways. I truth be tld, the images in a 
(great deal of contemporary at, mostly made in video, belong to the 
flux! Light and fast, they are surface images that instumentalze 
Cconcepls that may be astula and remarkable, but are nonetheless 
‘Sometimes erpping 


‘hat is being played out behind the scones on this issue isthe iconic 
‘nature of images, thoi abil to resemble theie models, to be fatal 
{o them! Realty cinema, whose diversi of practices and sourees of 
Inspiration extend way beyond the concept of the ‘documentary fim.’ 
Injacis undeniable traces of the concrete experiance of the artist's 
Ccnfrontation withthe ward. From the viawpaint of film people, the 
{question of rally is exucial, as is ihe socal, pvlosaphical na werd, 
poltical- function of a. is responsibilty es in an ability to create tos 
‘mong people in the puble arena. Visions of realy-an inspied, 
‘commited world view-create fonds and so stand as a fundamental 
Gillam of the ideology of unassailable freedom and unbicled 
Indlvaualism postulated by modernity, which has also jumped into 
‘bed with contemporary art 


‘Realty cinema in tha best instances bacomes a hinge between the self 
land the other by is recourse to pan shots, or sometimes combining a 
Shot and a reverse shot. There is no general rule hero, but the duration of 
the gaze passing between me and the other seis a conveniant distance 
fo establish te imeducbla othemness that makes us what wa ara. It 
Creates a bond that neither forces nor yilds. At iis very best, realy 
‘cinema is this postc, anthropological gaze which takes root and looks out 
‘beyond the boundaries ofthe se 


Many installations thiva on the uncertain status of the image not only 
‘because they are reduced fo the stale ofa flux, but also because they are 
digitized to the point of undermining their relatonship of ontological 
resemblance to fealty. For all hal, we now nead to re-astabish a 
‘modicum of trust in images, Granted, this fsa pretty nave thing to £9), 
‘But what eat stake hare is fundamental aspect of aur culture, Based on 
four wanting to balive in images. Given how it has evolved and its 
Integration of naw technologies (dgjtal images are genuinely 
revolutionary), reaity cinema i an igeal place for reflecting on and 
‘essing the smooth, virtual representations ofthe world is privlege, Is 
{ask is beauty and its eficuty, lie in sticking to realy inal ts stubborn 
depth, which cinema technique can unfold in terms of shols, sequences, 
rarraives and fragments jointed together or not. In momanis of history 
‘nd memory. 


‘Thus when fim artists mest practitioners of the plastic ats, they engage 
in cisturbing, simulating dialogues that instil inthe former the desire to 
demanta treditonal narrative structures and In the lator the wish ta 
discover the vitues of images weighlod dawn by a framework with 
‘eady eelablishad co-ordinates in space and Um, 


Your Time Will Come 


Mike: Godard (he word | use as a shorthand for “pictures which think”) said 
thatthe only way 12 watch felavision was fa record on videotape, 24 hours 
at ime, and than see it ten years later. It might take that long fr pictures 
fare, though we're under the ilusion that pictures reach us se soon 9s 
‘they're available. But to watch this weekend, for example, American coverage 
of the Vietnam War (which was hardy diferent from Bish or French or 
‘Japanese coverage), demonsirates how much time networks spand on 
repeating adminisvaton les (under the camouflage of neutral), how 3 
parade ofthe usual goverment spokespeople fabricate an electronic thet 
{called news") and how occasionally, through the feinis and dodges of these 
postuings, there arives a picture, somotimes by accident, which shows 
‘Something of what happened in Vietnam, 


“The VOR parmits the viewer to stop out ofthe flow ofa consensual preset, it 
lows us fo escape the inexorable forward mation of madia time, slowing tina 
{own in order to took, in ord to finda pictur. In is lve broadcast moment, 
the picture arves too quickly to be saen, but the same technologies might be 
used fo change speeds inthe other draction, and grant viewers the tie f2 
recollect. 


think this isa Key problem withthe new digital technology: the picture arrives 
tbofore you're abie fo see I, and 20 what is presantad ie not an mage at all 
but the place an image would be if there were one. Disguising this lac, this 
lsbeanca, fs the amalgam of pixels which appears in every respact, Ike an 
Image. Jean. if | point the camera in your direction it delivers. without pause or 
hhostaton, a picture of your face. But ths is not the way you realy look. For 
Instance, there's a ight which comes fom your face (as opposed to the light 
‘which fais onto i) which the video recorder fs insensble fo. Vou face is part 
Of your inner life, it refuses exactly this separation between inside and out, 
‘which the camera Bindly affims. On no, it says, this is what is there, what is 
‘exacly there, this is really an image of Jean's face. But upon closer 
‘examination, one fads it simply ts so. It takes time for the picture to arrive, 
land we used to be able fo measure this ime before we became part of the 
petures which now look back and see us. 


In English we have this expression: Your time will come. And when tine 
‘comes. ifs aver, you're dead and frished and done. Everyone has their vn 
{ime walting Yor them {your time has already arrives, you wil catch up fof 
the end), though when your time aves i's already to0 late 


Mike: Cinema and video: Cain and Abel writes Godard, Two brathers 
‘bent on mutual destruction. At last the day wil artve when the fatncide 
willbe complete, no more cinema, only television. and not only thal, but 
leven the memory of cinema wil fade. (Was there ever? Even once?) 
Most documentaries ara shown and financed by telavision, at once 
source and destination. On television the wark of memory is abandoned 
‘Television serves lo erase memory, to issue an endless present, a flow. in 
which ne recollection is possible. What is the relation between the 
documentary today (what you cal cinema du réel) and television's 
ferasure of memory? 


Jean: Why does TV have no memory? Because this medium is a cold 
‘one, wile cinema is warm. This is what MeLuhan says. You have to feel 
‘warmth around you ta begin to work with your memory, you cart oi in 
the cold 


‘The concept of fow isto give no time in between. Video tapes have no 
Interruption in the surface of information. If you consider our traditon of 
Ccalluois cinema, you Rave one frame, then an interuption and then the 
net frame, In between each frame there is @ suspension of picture, and 
{his break is necessary to make the work of recollection, it happens in 
Dbotwoen.Ifs alittle space we need to find our own place, to step in and 
‘make our own work interme of intligence and memory 


(Our eye can't make out the short interuptions betwean frames, so we 
‘experince a continuty which doesnt exst through the persistence of 
Vision. The moment is cut, but the aye reconsinucis continuity. The eye 
‘means the brain, which werks on hwo levels. We belive inthe continaly 
fof images, while atthe same time understanding that this contnuly is 
possible only through fragmentation 


(One important distinction in French is betwean souvenir and mémoie 
‘The souvenir isthe very near recalection of what you've lived, seen or 
experienced, The souvenir is altoady a story. Mémoires are 
unreconstucted elements made of rough cuts; a pre-story If you undergo 
Dsycheanalysis you ty to ratrave fam your uncenscious olements which 
frrve in vary rough shapes. The mémoir is a pre-story, 10 speak of 
memory il speak in fragman, and is intersting for cinama to ook for 
these rough elements of memory. more than for souvent, to gather 
rough scenes of what has been experienced, rather than pre-<igested 
{ales. Thats the difference between television and cinema, Television Is 
at he lavel af souvenirs while mémaires belong fo the cinema, 


‘Television images have no time for depth, because they have to go on, 
there's no time to lose. But | baleve cinema is mage to losa tia, to have 
‘Sood times. This is also a way for memory to work. Cinema consiucts 
Specific time for its stories, but i's important to create new times for 
{inking about emotions and memory. Television fils ilo a’ socal, 
callactive me. I's a ie, we know that, but television protends ta be in the 
“real time” of socal. wth te economics and news tekers, buts thi the 
time of our minds. and souls or only @ pretentious lie? Cinema is 
completa ciflerent, is in charge of creating a diferent tomporal plies. 
In the cinama we lose time, and this loss works against the organized 
social time wee living in. Ths isthe pales of time. 


Mike: Wait, wait. Are you thinking my thoughts? Or rather: are you thinking 
the thoughie of my future self? How strange fo find you talking inthe sama 
<drecton (this is the ist step in making a biography, to find a picture which is 
looking in the same direction), you who have been so committed to the 
documentary for thase many years, and me, lonely finge straggler, who has 
‘known fow roads at al, but instead the fel, In tha cinoma there is'@ road 
‘and beside the road afield. Most movies fika the road, they travel in ord 
Srive, fo be at The End. To disclose, to know. Fringe movies, on the other 
hand, graze across the fold. They may wind up where they slated from. 
‘hough most usually find themselves bstwaen, Between bodies, between tha 
first iss andthe last one, and the point isnot to crive towards closure, but io 
find your own happiness slong the way. 


Could there be a pottcs of pleasure? 


| am stil haunted, a | listen to you. by the words of the replicants inventor, 
the father, in Bladerunner, a he looks into the eyes of his invented son, the 
‘Aryan Ruger Hauer. a Nazi eugenics wet dream come tn lf. "Ravel in your 
{ime he tells his son the robot, before he is strangled 


My Oedipus, my father, my cinema, Revel in your time. And than ie, Please 
‘don forget tae, This my hertaga, and now yours too, Jean’? 


‘Mike: My life in pictures, as pictures. Vesterday, when | was waiting to go 
Into Kim and Lisa's party, as usual am caught alta threshold, savouring 
‘my fear, relishing i. (I cant go in there. | cant) look up to sea a sky 
filed wiin puffy eumlous clouds. Oh, the Smpsons, | thought. Yes, the 
‘sky Belongs fo the Simpsons, of af least those clouds, this moment. and 
‘armed wih that knowledge was able to shuffle my foel towards the doar, 
\where a roomful of unceriainies lay in wat. The awkwardness of having 
fo gather wihout picures to wrap around us. Small tak and canapés 
providing fuel for frst worlders of eiscomfort. 


Sex Hotel 


Mike: Jean, wo spoke in the morning, ust afar breakfast, but while 
you were Speaking, laying down that red carpet of words which 
Tiles me fo join, to take my place, to understand, | was @ bit 
distracted. 1 can admit this only now, back home in Toronto, 
‘couched inside the safety of my computer. The night betore | had 
{ut out early from the festival, already having seen too many good 
‘movies, and loo many not-so-good ones, now it was time to digest 
lone, back inthe hol Tha hot! is tevera and opulent a the same 
time, a former monastery, big wood beams score the room, and the 
school marms that helm the desk give off an atmosphere of fant 
isapproval that | find bracing, Imagine my surprise when | enter to 
find a teenaged manchid screaming his lungs aut, notin pain or 
Greating, just screaming his“ am” ery in drunken happinass while 
‘mam ist looking up at al, busying herself with some moment of 
‘counting, as fit wasn't happening at all. A temendous buzz pours 
through from some stant wing, and revelers are poking thelr way 
across the labyrinth of halways downstairs. Like everywhere else in 
the Czech Republic this party hs hate, belongs ta the very young, 


Wondering if| would be gating any sleep tonight (what day was it 
‘exactly? Someone else's weekend perhaps) | climbed the slats to 
the top Noor, just three stores up. The floor is divided into two wings, 
separated bya matsive stone intrusion. | begin hearing sounds, 
familar, unmistakable, but nol yet distinct. Tm facing the stone wall 
and these sounds are growing louder now, mare perfect, more fuly 
themselves as {round the comer to see, ing right infront of my 
‘oor, @ besutiful young couple doing some sarious fucking. Both a 

‘maaning, heads turning, pants haf of, hunkered down on tne carp 
in this most secluded spot. | wat there a moment, then walk on 
towards them and reach for my keys which sound Ike someone has 
put dynamite inside church bell bang crash go the keys in my 
Rand, and | approach walking nether siow nar fast. Migod they are 
lovely, the two of them, and tiey can hear me now. You know the 
way a strangers face wil tum towards you on the subway ff youre 
Taking al them too long? Some distant eary waming system says 
Someane is looking even though your eyes are pointing the other 
way. You know. And they know you know. That's how | walk towards 
them, almost cose enough to touch, and then close enough, and 
thay never finch, or try to hide themselves, oF miss a single, furious 
fender stroke. I walk past and they never break rhythm, those lang 


sow strokes and the quick urgent ones. The story of oh. It never 
‘tops as | fumble the key and ah it doosrit ft and why isnt this door 
hhandia turing and how do I do this again? And finally the door is 
‘open and they never look up because they ae having their moment, 
perfect and lagather and giving tall up, no room for strangers of 
distractions. they know that ploasure is @ serious business and 
theyre gating on witht Half an hour later a jangle of key chains and 
bolls and a soft murmuring of voices, and then they're off and out of 
there. [had a camera in my room and thought should 1? But couldnt 
bear the chance of ruining their perfect moment. How many do we 
get ina ifetima? They're sil young, they think l goes on and on, But 
‘ry camera self knows batter. The camera can wail, but the image 

mains, even as youre speaking Jean, about the kinds of mamory 
\which are already stories, and the other kind, dangerous sometimes, 
‘repulsive sometimes, strangely beautiful at others, the ciffcult ask of 
beginning the work ofthe memoir, the fragment. 


“They had no shame, can you imagine? A body without shame. They 
romind ma thal montage can also occur n'a single image, that 
omathing can be missing, something which should be present, 
Which is always present, may be missing, and this can conjure 
‘anlage. Montage is not only about additon and mutpicaben, but 
‘also subtraction and division. They tke itaway, they remove it ther 
‘shame, and so remove my own. Three bodies Joinad in the plaasu 

‘of shamelessness, | could kes them for that. | am kissing them no. 


Mike: The sound of Jean Perre's voice accompanies the image of 
this couple having sax. These pictures and sound belong together, 
natural companions. Unike my camera which dalvers to me the le of 
Synchronous sound. Look, look, the lips move and the sound issues 
‘exacl in time. But this isnt synchronous, this is only the machine 
Speaking. The way lexperinea sound, the breath of the voi, = 
never n'a continuous stream. Some wards disappear before they are 
‘Spoken, while hers enler ma lia a virus, and perform themeeives, 
repeat themselves. over and again. One of video's necessary 
Catastrophes isthe mariage of sound and image, both arrive atthe 
‘same time, as if they belonged together. Mounted on top of the video 
‘Cameras the phallus (though the relation i illusory the sound is only 
2 slave to the image, folowing it, no mater where). The shotgun 
‘rieraphone provides tound for this sholgun marrage, not even’ as 
‘accompaniment, but already as part of the image, a subset to be 
Sure, a lesser qualiy, a sert, par of the underclass, ka shadow 
lta In this due, the image loads and the sound follows, inovitably 
presenting, as usual, the ulapianilusion of oa ite 


‘Once again the chemical cinema (as opposad tothe electronic one is 
instructive, this production respects @ stict separation of powers 
(church and state, sound and image), and while they may be joined 
‘again on the editing table, this is a conscious choice, @ decision 
Video dalivers both, and’ so provides an inexorable gravily. an 
‘overwhelming tendency, towards synchronous sound. Til death do us 
part. Enshrinad in the halls of cinema verta (Whose vers? Whose 
Cinema?) the ilusions of transparency are maintained (I am not my 
camera, this is not a picure). The white man, the heterosexual 
‘coup, the union of sound and image 


‘atte Ong: fa picture is worth a thousand words, why does it have 
tobe a saying? 


Jean: Memory is ralated to forgetting. Forgetting is @ necessary part of 
‘memory, it our daly fe wih memory were always awake we’ would 
fexplode, What wa fel are the logical, constructed stories and 
‘2xplanaions af our past. But they are not lost lous. In your computer you 
hhave many fies, you may not know all the names, you forget the deta, 
‘but you have thom on your hard disk Thay are part of your memory even 
‘you dont remember them. 


‘The unvemembered is the largest part of our memory. I is out of the 
Linremambered thatthe mémore arives. The mémoir is 8 deep boty 
‘complex of many things we had in our lives. The mémoire ie a ody 
‘expressing In vary differant ways, some part of ourselves. One can 
‘observe in the special behaviour of people wha are unable to lve inside 
SSccepted explanations thal their actone are impelled by memory, by the 
‘unconscious body oftheir memory. We watch their body remembering 
Sometimes this memory is volence because memory is @ Wid piece of 
the body inside ourselves. Memory ist a discursive organization but 
something untamed. In terms of psychology, we ean find some 
‘expressions of our mamory in the storyteling of dreams, where we always 
face fragments whien ont connec! exacly. They produce impossible 
sories, which ara also an image of memory. 


‘The mémoire can arive in dally Ife, or nstance, whan we fll in love, this 
is'an action also relaled to memory. In love we open ourselves lo our 
‘fears, acknowledge our need ta be comforted, to be recognized, To fall in 
love is something very brutal, i's not expainabla, or logical. because is 
‘lated to this deep feld of mémoire. Mémovre is the stala bofore the 
Slory, the structure, before explanations. Le material but. 


‘The souvenir is something diffrent, i's alroady a story with a beginning 
land an end. I's something ordered and organized. Bul memary is on the 
‘ido of disorder. 
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Mike: How do the pictures which suround us — the movies for instance, 
‘oth lage and smal, the ones that play everywhere at once, around the 
World, but alee the home-made movies, which might pay just afew tims, 
[round tha comer — what isthe rolation betwaen thes pictures and the 
‘memoie? Do movies have a role in shaping these fragments? Do they 
‘alow them to erupt, and provoke their appearance? 


Jean: Somatimes i's possible to fal, a8 @ spectator, that he fimmaker is 
dealing with a confused body of images (typically in work by new 
fimmakers) tying to tel stares in order to be connectod with isther 
‘mémoire. Some fimmakers ir to suggest paths between the fim they are 
‘making and thar memoie. | can recognize this in connection with deeply 
forgotten feelings ofthe unconscious. 


[Another love sto have your own memory touched by this process. A fim 
‘can arouse out of your Memory some moments which can be activated. 
Memory is a dead body, a sleeping body, of many fragments related to 
yourlif. Sometimes a fm, or a sequence, or usta shol,is able to awake 
ome pat of his sleeping mémoire 


/ s - . 
The Filrh Looks at‘you 


ere 


Jean: | ke what Roland Barthes sai, that in text of picture, one can find 
‘bot the studium and punctum. Studium means to study, f you face afm you 
can study its structure of unfolding, you can make ofthis fm a good piece af 
‘Sudy. Barthes says tha fim also has its punctum, a pont the fis painting 
fo you, In you, ifs something youre notable to prevent. The fim looks at you, 
fouching a specife point in yourseif and vica versa. Looking atthe fim you 
find one detail, one moment. and make of this fragment something very 
personal and deep for yourselt You wil be the only lonesome spectator 
facking at this punctum, attaching this agment of film with youreet. Why? 
Thal isthe mystery of your personaly, between the flm’s memory and your 
‘own memory something is connecting and i belongs to you. Its var intimal 
T wander i you could eal tn Engich, remembrance. 


Jeon: We are part of a tradition of memory which derives from 
nineteenth conti itrature, and this underias the daly Business of 
‘communication, The main doxa isto tel spied stories everyone 
can understand, and these stories give the impression that truth Is 
being told. That truth s @ransparent matter. The main doxa says that 
we can fm a story and convey the impression of what happened. We 
fre bound in 2 iterate tradition, wih all hase old ways to explain 
‘everything, which gran the reader a comfortable placa where ha can 
see and understand without any troubles. AS a result, stortoling in 
{oday's cinema, and often in documentary. ie away 10, 


Jean: Thera is also the question of time. The souvenir of memory is 
the time of stories, and most of us are ving ina social, daly te, 
amidst fims which tall logical stories. These. fims replay the 
Industral ima of thei creation, ofthe rast of our ives, in ther logical 
ordered stories. Time is always organized inthe same way. 


But the mémoire is another way of expetiancing time, and this Is 
important, as a personal and palical gesture. Mike, in your fms you 
creala texts which dis-organize the use of time. You use fragments 
Of ether fms, displacing he orginal limes af these stories to pose 
‘nother ims: in your fms you have not only ene time but many. This 
‘luster of time ls a way ta deal with memory, this di-organization of 
Social time ie a poetic and social responsibly for filmmakers 
industial ime disconnects us from memory. kills our fartasis, our 
eyes, our social ima reduces the complexities. and beauty of the 
\word 1 a couple of stories we are made to liston to all our lives. 'm 
being very schematic here, that's for sur. Is dificult in a foreign 
language, in the English you're making me speak 


‘The cinema of the mémoite might produce a mediation which tes 
ta make unknown connections between thoughts and feelings, re- 
‘organize diferent times, put memories together in a iffrent way, 
{and in doing his one discovers that you're nat only areacton to dally 
fe. You're not simply a sympiom, a response to stimul. In order not 
to be instiuionalized, you have to behave according to a certain 
forder, this acceptance is necessary to function. But ifs also 
‘ecessary to refuse this acceplance and fo stop outside (where time 
's past and prosont) 


No Censorship 


Jean: On the first level the past isthe souvenir, which narrates well 
‘ehearsed and well known organized events ofthe past. Ii a story 
Of the. past with censorship, arranged ina structure you make 
possible. In this sory you remain in a good gh, you may sufer as a 
‘tim, but only to provoke compassion. in the mémoire, onthe ater 
hand, there is no censorship. The frst basic voice of memory is a 
voice without censorship, 


Silver Wound 


‘Mike: Its my fecing that the cinema gives but also takes, that for 
those who ara tly commited to it here is @ wound, a siver wound 
‘onscreen, which fs replicated and repeated again in is. viewer. 
‘Somewhere in the body of te Viewer ane can find a mark, a tattoo, 
land this mark shows the cinema at work. Can the mémoir exist as 2 
Social space? 


Jean: The mémoire fies in a field with your intimate privacies, intimate 
‘ways to be happy, to sufer, and as I get older, with mourning, takes up 
{he intimate nature of mouring. The mémoia is also a way to lve with 
dead people, working around you and in yourself This is important 
‘You're nat supposed to think every day. in an organized way, of people 
who ied, but you have thom in your mémoire. Sometimes a sentence 
fragment can come up in your mind from someone you knew, and that 
‘ragment makes fe possible, though ofan you don't Know you even have 
these fragments. This gives time depth. Mémoire is a daep time. The 
souvenirs not so deep, Its more ike @ postcard 


“The socilogit Pontalis has written about the mémoire, and he expresses 
doubis that we have a collective memary (er instance, @ Jewish collecive 
‘memory of the holocaust), The mémaie, for him, is something entirely 
personal 


Jean: A few days ago | read a newspaper raview about # novel 
‘writen by David Grossman whase new book is called in French | Am 
{Ustening With My Body. In English, however, i's called In Another 
Lite. Grossman isa very committed Jewish peace activist, angry with 
‘Sharon's government. and for him itis @ poiical matter to speak 
‘bout singular bodies, He insite that intimacy ie @ conquact, tat the 
fragile tertory af inimacy i= troubled by the fyranny of poltics. One 
way to exist in freadam Isto acknowledge the voice of your body. 
Listening tothe memories of your body i already a poltical act. 


‘Mike: | have beon dragging this question around lately as the nature 
fof my infmacy has changed. As my relalons of touch ate less 
decent” of "respect" cariainly less equal, in other words, asthe 
sexual act at lat includes the indecent and appaling, the shameful 
the powerless and halpless, the deep ghof and sadnase, along with 
an ecstacy which is hardly human. | have felt exactly these 
‘mémavres of pleasure, alongside alder mémoires of pain, which can 
be reconvenal in the present as pleasure. These memories of others 
which Ive experienced through my body do not arive a stories unt 
‘fer, (afterwards they tell me, "You touched me lke my fae” or 
"Thai was the man who raped me") but at the moment it is 
happening between us, it is happening again, not in the fushed 
tones of recollection, but occuring once more, oribly and 
beautiful rising up aut ofthe body where its been stored these too 
many years. The same memory can be “Touched” again and again 
though not in a dependable, readthe-manual sor of way, and 
diferent paris of this moment might arive. It is a neary infiite 
‘moment witha boundless number of faces and shadings 


Fr too lang | have been, | fear, a lover content wih the body's 
souvenirs, the fst story the body tells, ike this, and ths, touch me 
here I's the story that makes 2ex work, the kind of sex that can be 
shown wih a video camera pemhaps, bacause is sill part of the 
Visible world. But the mémowe you describe, with its unexpected, 
Sometimes dangerous eruptions whieh might occur through 
‘submission (I'm nol speaking here ofthe costumed varity though it 
might could do} or some gesture which Sanishes us, the wo of us 
(co far, but why nat tie or eleven? Does pleasure come in pars, 
Te hands and eyes? Ors itas multiple asthe skin?) puts us outside 
the socially organized time ofthe souvenir, and allows memory to 
bogin fo work and shape new kinds of pleasure, When lacked you if 
the mémoire could fake a social form. I wasnt thinking yet of this 
forum, but hoping somehow that cinema might be that place. Now 
Tim wondering ft might be possible to make a sex fim which could 
show the memoir, though in the end it would enly be viewed by 
strangers, the pubic, in public time, in other words, as pomography. 
Gr ie  possibl that some now form of cinema ean cary these 
mémoies, can provide a punctum for its viewers, who are not over 
there, but rising up Inthe heat of 12 Perhaps this is too much fo ask 
for, a reach beyond the place of pictures. And ye 


Jean: Our hotles camry memories of avery kind of wound. If you 
broke your leg, your body has a memory of tha. If you have been 
hurt payehologicaly, your body similarly has a mamary ofthat. And 
these mamories can be roused, just as you have descrbed, through 
touch, 


Mike Ive bean reaming about the myth of Promathous again. P is 
punished forthe hubris of stealing fre, he is chained to a rock where 
‘bird visits him each day and eats his Iver. At right the organ grows 
‘again an tha cycle continues, This is also a story about a recurrent 
patterning of the body, an obsessive pooling of memory around 
arian momanis in the body. which long to be visited again and 
‘again. But wait, could this also be an image of pleasure? Couldnt we 
See In his capivily a misture of high and low (even though chained, 
Prometheus carrias the memory ofthe other place, of how high he 
shad managed fo get), painful as is, he is now doing the work ofthe 
Gods (and so is God-ike). Could we imagine that, over ime, he 
right look forward tothe visi of his only visor, tis bied who knows 
‘ho language save the touch of appatite? Couldit we resmagine hs 
myth a an ertc tala? And couldnt we go futher and appand to 
the last words that Camus used to describe another Greok tragic 
hero, Sisyphus: that one must imagine Prometheus happy? Even: in 
ecstacy. Heaven sent, bore on a wing, and embodiod 


Jean: | ead a Japanese novel which told the story of a couple joined 
ina stong sexual relationship. At last the young Japanese woman 
has to get married and leaves this man and ifs fished, ifs over 
‘The wer descrbes how they are completely, taumatically, togathar 
making lve, and completly alone. Each of thom loves the other 
Wile at the same time they are alone. Dealing in thase moments 
Wwth'the nesds of your own body, taking from the other what you 
‘eed, instead of giving 


1 was speaking with a friend of mine who tkes to make love to 
women. | made a stupid joke asking about the diference betwoen a 
‘woman who makes love for herself, taking har orgasm, and a woman 
who gives her orgasm to you. Ifs not the same fesling. Its not the 
Same gesture of memory or how to share yaur memory oF involve 
your body (avery part of inthis love and sex making 


‘Mike: Yes | know this feting very well. W's led me to have orgasms 
Inside my body. sometimes several across an evening, but only to 
‘void some kind of sharing. No, sory, tis is for you. | keep them 
Inside. As if they were agi, as if my body thnks ofthis relaase as a 
fit which cant be shared. Lite by litle, suddenly. This protaction 
8nd withtolding is also a way of refusing this new time we are having 
together by continuing i ime without end). In English we have the 
‘expression "Making ime" which means: to make love. An out-of-date 
Usage but nonetheless (atime which belongs to another ime?) Are 
Yur making time with him? With her? This time, a= you suggeet, 
‘exactly the time ofthe mémoire, not the souvent Iti the ime which 
{wo people have to ereate together because I's not already ther, 
Gen and aid out. Nota story lo be fold, but invented. Again and 
‘gain, asi forthe first ime 


Jean: During this intimate sex you can express as much violent 
tendemess, the memory of your body may cary a need to express 
Violance. Sadomasochism is a genre of sexually which expresses 
itself in particular euals dedicated io the racallection of the mémoce. 
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Mike: When John Berger met up with @ photographer frind in 
France he was walked through the idea of lamporal span, that the 
mark of any successful photograph isnot that t managas to capture 
2 sice of a moment, but instead, that It contains the past and future 
Ini, that contains a'span’ of time which is revealed in an instant. 
‘This has something to do wih looking and with desire, in our culture, 
these terms often belong together. When we meet someone and fall 
in love | thnk this expenence, this kind of looking. also narates a 
‘temporal span.’ I think that dare, as a function of the unconscious, 
snows vary well tha praciee atiauies which ae requied (2 man Who 
has been sexually abused, a woman who is dominating), atributes 
which are notin evidence ‘al fst glance’, oF at eas, not fo anyone 
‘lancing Irom afar. But in the state of looking which precedes the fall 
OF fling in love, there is an openness to the word which | believe 
falas fo the openness requited forthe documentary filmmaker. A 
new kind of opening, an aperture of the eyes. a willngnass to alow 
the Other enirance, and in order ta find the Other, the outreach of 
desire is enacted, and so knowing is this outreach, that all of wnat 
may pass. between these two people, barely mel, is aready 
Contained in ‘the look of love. Arm hoping you could comment on 
temporal span’ on looking ‘as if in love" and the documentary 
nema, the nema dé. 


ean: Is thore @ "ight moment” in Cinéma du Réel? We know the 
“ight moment for great photographers such as Henri Catior-Bresson 
fr Robert Frank for example. But what does" the right moment” 
mean for the documentary, the feature fim and television? Is it 
“random programming” (Neolas Philpet)? How does one create the 
possibilty of the “decisve", "unique" moment that wil ensure 
fvecess? For the debate on the existence (or non-existence?) of the 
“right moment” in Gingma du Réel we propose Tour central themes: 
the choice of subject, the shooting he editing and the reaction of the 
audience 


For a start, the subjects or the development of the theme can be 
decisive in dining ine "ight moment: What ae the stratogies used 
bby professionals “during the development of subjects and. the 
planning of @ program to propose the ight subject atthe “ight time"? 
How are the formats for documentaries on television defined fo avoid 
them being dependent only on evens inthe news? During the shoot, 
how tobe atthe heart ofthe acon, “where i all happening?” How 
to capture the moment? How does one integrate the "right moment” 
‘within the narrative stucture? “What i the fimmaker's poston 
regarding reality and how does ths anelate into the “ight moment”? 
What happens tone reluses. the “spectacular” the “unique,” 
therefore the “right moment”. Another ouitook? Another 
perspective? Anather relation to time? Can the camera create the 
fight moment? Who makes the "ight moment” possible? Isnt “the 
right moment” created by the camera? What is the relation between 
the editing and the "right moment?” Isnt a successful lm du rel, an 
lalgnmant of "ight moments?” Or is If just the opposite? lent the 
notion of the "ight moment” one of the objectives al the editing 
Sage? Or are these moments of knovtledge? lt the editing. goes 
‘against the grain ofthe fed images, could it be thatthe capacty to 
ve meaning to the moment is’ prolonged? How does the 
‘documentary poston the audience around the “right moment?” How 
‘does the audience proceed with ine diferent waye ol percaving and 
‘experiancing this “moment?” How are’ these ferent ways 
‘audiences see “ther personal,” “decisive moments” expressed? Is 
there place for the viewers to find and maybe even fo invent ther 
‘own moments in the fm? For some of us there are undoubtedly 
incredible, profound moments that leave others cold. There surely 
must exienon-moments" which are "good moments, 


Jean: mast many paopla because of my work. | ask questions and 
liston ta thee stories about the fms they're making. Most often, isa 
fone-way discussion, a monologue. Many fimmakers possess. a 
necessary seffshnoss, necessary because their work requires 
‘rength and ego, ifs net easy to make fims | know. But ths listening 
produces a degp fatigue trom which | will nevar recover 


‘Being ted is also a way to add to your memory 


[As soon as something is stored in your memory you can't eras i, 
‘except by dying. You cant decide to erase something. i's 
Impossible. For me tho ccus of making this festival, ts rounds and 
‘encounters, wil vanish I's of ne importance. | cari take io take 
‘myself foo seriously. Tm serious in my commitment but can't take 
‘myself too seriously. Listening to people gives depth to my tiredness, 
13 a good feeling because i's @ way to recollect mysolt. I would be 
Jost in these travels if wasn't soled. This is @ way Ihave to come 
‘back to myself, lo feel my body again. Im rescued by this fatigue 


| need ta be more than a speaking subject, @ convincing actor in 
social timo, 1 need to leave this place in order to coma back to 
‘mse. Like in the act of making love. Pushing, giving, receiving, 
sometimes in the same gesture. Sometimes you ave to leave in 
fotdar io receive a gestura from someone olse.Ifs fort and da. I go 
back io my body, to my hame in Genava, tothe effects of all this on 
myself. I's how | can keep romance alive. While meeting people 
sometimes it happens that you fal in love, or you fal ito fang in 
love. Or with a fend, even without sex, it can be a faling into 
feendship, and in these moments trednass isnot an ive anymore, 
youre at another level 


Jean: Speaking with many people, being accapted and received, 
becoming more or les wall known, all thief important for my ag9, of 
‘ouren, have to be aware ofthat. also have sass. I'am aiso 
trying 19 convince my father that | am a good son. | am trying to show 
ta my mather who Gied of exhaustion that | am the one they were 
expecting 


Al this tiredness in meetings is a way to have the feeling of 
Something unique, an emation, a smile, @ tear, something deep in 
the body of your memory 
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